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Ready? Let’s  do this…. 
 
Abstract 
In this project we have theoretically investigated the 
concept of art and how it is perceived. We have tried to 
prove the claim that art reflects the changes and dynamics 
that pervade in a society. We have accomplished this by 
taking a closer look at two art streams, Abstract 
Expressionism and Pop Art, with our focus mainly on the 
latter. The concluding comparative analysis was carried 
out by juxtaposing the works of the two main 
representatives of their respective art streams, the Pop 
Artist Andy Warhol and the Abstract Expressionist 
Jackson Pollock. 
 
Project Motivation 
The four members of this project group, were brought 
together by the common interest and curiosity related to 
art and all the aspects surrounding it.  In the beginning, our 
focus was somewhat broad and all-encompassing, and 
while that could have made for a very interesting project, 
we realized that, it would be too ambitious to cover within 
the project. Therefore, after reviewing a historical timeline 
of the major art movements and their most prominent 
representatives, who marked the époques they lived in 
through their work, we decided to focus on Pop Art and 
Andy Warhol. What better springboard into the world of 
art, than the work of the one who is considered to be the 
greatest artist of the twentieth century.  
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Dimensions Covered 
In this project we have worked with notions and concepts 
covered by the dimensions of Philosophy and Science and 
Subjectivity and Learning, and below we will present a 
brief account of how this reflects itself in the paper.  
 
The whole project is based on an investigation of how art 
and culture reflect each other, and while at first sight one 
might think the concept has been viewed historically, we 
argue that in this paper a lot more weight has been given 
the philosophical aspect. The very problem formulation of 
this project is a philosophical question in itself which does 
not inquire what Pop Art is but a lot more than that, trying 
just as much to answer what Art is. The theory we used to 
answer those questions is of a purely philosophical nature, 
bringing together arguments of philosophers as old as 
Socrates, to more contemporary ones such as Arthur Danto 
and George Dickie.  
As for the Subjectivity and Learning dimension, we 
worked with the concepts of self-perception and self-
expression (through the works of the artists we examined), 
as well as with understanding how the art viewers 
subjectivity is a product of the social background they 
belong to, which in its turn defines the latter’s artistic 
taste.  This point is brought to light by use of the noted 
sociologist work, Pierre Bourdieu. As we have mentioned 
in the theory part, his findings do not exclusively relate to 
the taste of art as such, but they explain in broader terms 
how people become who they are as individuals with 
preferences and tastes (in general), based on the social 
category they belong to.  
 
Summaries 
English Summary 
 This paper deals with the topic of art, and more 
specifically the ways it reflects the changes a society 
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undergoes. To describe these changes, this paper discusses 
how various art movements portrayed and influenced their 
contemporary societies through their works of art. This is 
exemplified by focusing on the Pop Art movement, which 
is the case study of this project. Moreover it will be argued 
that Pop Art managed to express its time more 
successfully than the art stream before it, and by doing so, 
it became the most influential art movement, whose effect 
can still be perceived in todays art. In order to prove its 
claim, this paper relies on theories from some of the most 
well known philosophers and sociologists in the field of 
Art, such as Arthur Danto, Eric Hobsbawm, George 
Dickie and Pierre Bourdieu. The paper also includes an 
analysis comparing Pop Art and its predecessor Abstract 
Expressionism.  
 
Summary in Danish 
Denne opgave omhandler Kunst og måden hvorpå den 
reflekterer og influerer de ændringer samfundet 
gennemgår. For at beskrive disse ændringer mere 
fyldestgørende, vil det blive diskuteret hvordan forskellige 
kunstbevægleser har portrateret og influeret deres 
respektive tidsaldere, gennem den kunst der blev 
fremstillet. Som eksempel på dette, vil der blive fokuseret 
på Pop Art bevægelsen som også er opgavens hovedfokus. 
Ydermere vil der blive argumenteret for, at Pop Art var 
bedre til at repræsenterer den tidssvarende kultur, end 
tilfældet var for de foregående kunstbevægelser, og at den 
på den måde blev den mest indflydelsesrige af alle 
kunstbevægelser, ved at dens aftryk stadig kan ses i 
nutidens kunstværker. For at underbygge dette argument, 
vil opgaven gøre brug af teorier fra nogle af de mest 
velkendte filosoffer og sociologer, inden for kunststudier. 
Disse er, blandt andre, Arthur Danto, Eric Hobsbawm, 
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George Dickie og Pierre Bourdieu. Opgaven indeholder 
desuden en analyse der sammenligner Pop Art bevægelsen 
og dens forgænger Abstrakt Ekspressionisme.  
 
Summary in Spanish 
Este proyecto trata el tema del arte, y más específicamente 
las formas en las que ésta refleja los cambios que sufre una 
sociedad. Para describir estos cambios, éste proyecto habla 
sobre cómo los diferentes movimientos en el arte 
influencian las sociedades contemporáneas a través del 
arte. Como ejemplo, nos centramos en el movimiento del 
Pop Art o arte popular. Además nos centraremos en cómo 
ésta corriente es el movimiento que ha conseguido 
expresar con mayor éxito el tiempo que vivía esa sociedad, 
cuyos efectos podemos percibir hoy en día. Para probar 
este argumento, nos sostenemos en teorías de los bien 
reconocidos filósofos y sociólogos en el campo del Arte, 
tales como Arhur Danto, Eric Hobsbawn, Gorge Dickie y 
Pierre Bourdieu. En este proyecto incluimos también un 
análisis tratando de comparar el arte Pop con su mayor 
predecesor, el Expresionismo Abstracto. 
 
Introduction 
We set off on this project all intrigued by the topic of art. 
While becoming acquainted with art literature and the 
highly debatable nature of this notion, we ran across a 
claim by noted philosopher Arthur Danto, according to 
whom, the changes a society undergoes are easily 
discernible in art. This statement caught the attention of 
the group and we decided that we wanted to explore it 
further. Therefore our problem formulation became: What 
is Pop Art? To answer this we posed the following as our 
research questions: 
- Who and what influenced the early Pop Art? 
- How is an object identified as a work of art? 
- Why was Pop Art more successful in reflecting the time? 
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Many talk about Art and Pop Art, some produce it and 
many more appreciate it, but do we actually know what 
Art and Pop Art is? After various group discussions, a 
point was reached where we started to question the need 
for a definition of the overall concept of art. A definition 
does not necessarily facilitate the process of recognizing 
and understanding Art.  
 
Since art is a bottomless field of knowledge, for the sake 
of efficiency and effectiveness within this project, we 
decided to investigate the above-mentioned issues by 
focusing on a comparative analysis between the subject of 
our paper Pop Art, and its predecessor, Abstract 
Expressionism. We decided there could be no two better 
representatives of both movements, than Andy Warhol and 
Jackson Pollock.   
   
The analytical framework of this project has been built on, 
among others, the theoretical pillars laid by Arthur Danto, 
George Dickie and Pierre Bourdieu.  
 
This paper is constituted by three major parts, which will 
present the ‘case’ and lay the foundation for the analysis 
and conclusion. The chapters will deal with: 
A narrative of the main art streams within the Avant-
Gardes (the relevance of it standing in the fact that we 
need to consider what laid the path to the revolution art 
went through in the 60s and the phenomenon of Pop Art). 
Afterwards a more elaborate narrative of Pop Art will 
follow, indicating when and how it started and who the 
key figures of it were. 
The second part is a comparative analysis that will 
highlight how both Abstract Expressionism and Pop Art 
managed in the challenge of expressing the times. 
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The third part will contain a theoretical investigation of the 
concept of Art through the lenses of Pierre Bourdieu, 
Arthur Danto and George Dickie (through which we will 
attempt to show how and why Pop Art reached the level of 
reverence it has today).  
 
Movements in art 
Nowadays, the impact of photograph being taken is not as 
impressive as it was at the time of its invention. Since 
then, the technological revolution has been vertiginous, 
and today, in a time were capitalism is widespread, it is the 
modern communication methods that are the great 
representatives of our globalized society. Earlier this role 
was held by art, as one of the most important factors in the 
culture and a way of communicating. 
 
In the time before Pop Art, an ever-smaller percentage of 
the population were interested in art and visiting the 
museums. This meant that art did not play an important 
role anymore. The role it used to have was one of culture 
barer and even creator, but now, these functions had been 
overtaken by the new inventions like television, cinema 
and so on. These were all part of the growing globalization 
that was happening in these years, and have been ever 
since. Today we can add the internet to the list, which has 
meant the world society is getting more closely affiliated. 
Art had always been an extremely important part of our 
culture, but has also always been criticized. Every time art 
changes, the new form are criticized, but more often than 
not the new form reflects the existing culture in way, 
which the old does not. This keeps art evolving alongside 
with the culture of a society. Seeing that culture has 
evolved around the mentioned inventions, it would only be 
natural that artists would conform to the same platforms. 
It can be argued that art changes accordingly with the 
culture of a society, reflecting the economical and 
historical context. Art is therefore an ever-changing 
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movement since time goes on and society does not stop 
changing. It is then important to note that art have gone 
through several movements throughout time and each one 
has been a mirror of the historical context of its existence. 
To understand the changes, we have to take a look into 
each of the different movements leading up to Pop Art. 
The aim is to clarify why the popular art became a 
synonym with the changes happening in art. In order to do 
so, this chapter will describe the movements that 
influenced Pop Art. 
 
Fluxus and Conceptual movements 
The Fluxus movement was not an art movement as much 
as a subtle way of creating radical social attitudes with 
some aesthetical practices. These practices were carried 
out by creating events such as concerts and art exhibitions. 
This movement attracted radical visionaries who sought 
political and social change, and who had a different 
perception of art. This new perception consisted of an idea 
that art could be found everywhere and in everything. 
Contrary to the Fluxus movement, whose ideals consisted 
of anti-commercialism and bringing art to people through 
events, the conceptualists believed that the creation of a 
piece of art was superficial. Instead their idea was to make 
a machine that could create art mechanically. In addition, 
unlike the Fluxus movement’s idea of everyday life 
events, the conceptualists believed that a piece of art 
should not reflect the artist’s idea nor should it show 
subjectivity. The art created by the conceptualist artists 
was made from objects, which already existed but was not 
presented as art. In that sense the object of the work is the 
way, not the end. It was based on these principles that the 
work One and Three Chairs (fig.1) was created. This work 
of art is the clear reference of this movement since the 
object, in this case a chair, is presented as three parts (a 
real chair, a picture photo of the same chair and a 
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dictionary definition of the word ‘chair’). The important 
thing here is the idea of a chair, not the chair itself. 
 
Figure 1 (www.venice-exhibitions.org) 
Besides Fluxus and Conceptual Art, there have been 
plenty of movements appearing between the 1960’s and 
present day. However, these two movements are important 
in the understanding of Pop Art. Fluxus highlights the 
importance of the process of art making and at the same 
time entertaining the idea that anyone can be an artist in 
his or her own way, making people around them 
participant viewers. Conceptual Art was important to the 
origin of Pop Art, because it remarks the importance of 
creative ideas and also had a desire to make art more 
relatable to the ordinary man. 
 
In order to understand why the Pop Art movement 
emerged, it is necessary to take more of its predecessors 
into consideration. Arguably the first small steps towards 
the emergence of Pop Art were taken due to the work of 
Stuart Davis, who was a major opponent of cubism. He 
used common and domestic objects (such as a blender or a 
glove) for the works of art he created during the 1920’s. In 
this way Cubism was one of the many movements that 
influenced Pop Art. 
 
Another person, whose creations had a tremendous 
influence on Pop Art, was the artist Marcel Duchamp. 
Duchamp was a leading figure in the Dadaist movement, 
which combined texts and images from every-day life, 
such as advertisements, slogans and signs, to make 
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collages and assemblages.  The collage was invented by 
the cubists as a method to explore how differently an 
object from ‘reality’ could be presented in a work of art 
without being unrecognizable. The collage was also used 
in later movements such as Dadaism in order to establish 
the connection between the different objects that the artists 
put together in the same piece of art. 
 
Dadaism was not officially a movement, its artists were 
not officially artists and its art was not officially art 
(Lucie-Smith, 1979). This ‘non-movement’ was a literary 
and artistic movement founded shortly after World War I 
in Zurich, Switzerland and gained international 
recognition. The name Dada means ‘hobby horse’ in 
French, or as many others would say, it just sounds like 
baby talk, making no sense. 
 
The only rule of Dadaism was to not follow any rules, it 
was a rejection of conventions, a way to provoke and 
shock the society; the movement intended to get an 
emotional reaction from the viewer (Lucie-Smith, 1979). 
The artists of the movement used public forums to ‘spit’ 
on nationalism, rationalism and materialism, which was 
their way of contributing to what in their minds had been a 
meaningless war. Dadaists were fed up with the situation 
after the WWI and wanted to make an anti-rationalism 
movement. 
 
It is noticeable that Marcel Duchamp made an outrage by 
painting a moustache on a copy of Mona Lisa, and also on 
a sculpture named Fountain (Fig.2), creating a new and 
innovative figure of Mona Lisa and making art from an 
extraordinarily ordinary urinary. According to Oscar 
Masotta, the Dada movement was highly influential on 
Surrealism (Masotta, 2004). Surrealists based their theory 
on the subconscious of men and the psychology of 
Segmund Freud (which is contradictory to the ideas of Pop 
Art, in which the human being is manipulated by external 
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forces). However, Surrealism also influenced the style of 
Pop Art, due to the free combination of laws and behavior, 
esthetical models and the objects chosen by random. In 
Pop Art, the collage and the assemblage are two 
fundamental symbolic and creative principles, which is 
why Dadaism and Surrealism are important in the 
development of Pop Art. When WWI ended in 1918, most 
of the Dadaists living in Zurich went back to their 
hometowns, which meant the dissolution of the movement 
in the early 1920’s. 
 
Figure 2 (www.tate.org.uk) 
 
Another of the most relevant artists in the Dadaist 
movement was Kurt Schwitterf, who was also the creator 
of one of the pieces that can be considered the starting 
point of Pop Art: the collage For Kathe. Its composition 
was the first to include comic drawings (which also 
became characteristic elements in many of the pieces by 
Roy Liechtenstein). Dadaism, like Pop Art, questioned the 
traditional term of art and dealt with subjects such as insult 
and commotion (Pizarro, 2010). 
It is then also important to highlight, as a promoter of Pop 
Art, the ready-made Dada, which brought normal objects 
to an artistic level, leaving their utility aside. In that way 
art became something which could be seen in our 
everyday lives (like the Campbell’s Soup Can or the Brillo 
Box by Andy Warhol). 
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Abstract Expressionism 
Certain American artists, who belonged to the Realism 
movement in the 1930’s, joined a new movement 
emerging in the following decades. This movement was 
called Abstract Expressionism. The presence of numerous 
European surrealists in the United States during World 
War II was essential in the evolution of this movement. 
American artists copied their interest in the subconscious, 
symbolism and mythology (Lucie-Smith, 1979). 
Influenced by the surrealist technique of automatism, these 
artists began to produce spontaneous works in which the 
actual process of painting became the overriding theme of 
the work. Jackson Pollock, the most famous representative 
of this trend, used the technique of dripping. Dripping is 
the method of dropping paint on textile, which is spread 
out on the floor and then running cans all over the canvas. 
Other artists, who shared Pollock’s ideas, were Willem of 
Kooning, Franz Kline, Hans Hofmann and Robert 
Motherwell. They further developed the method and 
created what is now known as Action Painting. This way 
of producing art was one of the two major trends of 
Abstract Expressionism the other is called Manierism. 
Manierism consisted of painting subtly modulated color 
fields on vast monochrome surfaces (Lucie-Smith, 1979). 
Among the followers of this technique we find important 
artists such as Mark Rothko, Barnett Newman, Clyfford 
Still and Morris Louis. Abstract Expressionism was 
developed in Europe under the term of informality, and its 
most prominent artists are the French Jean Dubuffet and 
the Spanish Antoni Tapies and Manuel Millares. 
Once the Abstract Expressionism was established as the 
dominant style, some American artists began to rebel 
against the rigid and theoretical character of the 
movement. Later on this rebellion led to the birth of the 
new stream called Pop Art.  
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Because of these vanguards, the Abstract Expressionism 
was the predominant tendency in the United States during 
the 1940’s and 50’s. When this movement started to 
decay, it turned out to be an ‘elitist’ and subjective art, 
characterized by the representation of the styles and daily-
life of the urban people, the middle class. The artist began 
to experiment with new materials and styles. Pop Art tried 
to challenge the Abstract Expressionism, being more 
figurative, newer and more North American. 
 
To further understand the development of art, it is 
important to take into consideration certain phenomena 
that occurred in the interwar period. Here Europe saw an 
enrichment in the culture of people. Around the same time 
a rapid technological development in the entertainment 
industry brought with it a new way of life. Bigger voids 
between people living luxurious lives and people living 
decadent lives began to show. In the beginning of the 
1960’s artists, intellectuals, writers and critical filmmakers 
began to see this change in society and tried to generate a 
cultural consciousness. Walter Benjamin and Sigfried 
Kracauer wrote some theoretical articles about mass 
media. These will be discussed later in this paper. 
 
The new massive communication media quickly grew to 
be popular, and consequently, so did the advertisings. The 
middle class was manipulated by what they saw and heard 
in the radio and on the television, as the mass media 
broadcasted a lot of information to the society, promoting 
a relation between buyers and traders, determining the 
massive consumerism. This will be further explained in 
when we describe Pop Art in depth in the following 
chapter. 
 
Even though Pop Art movement was growing, abstract 
paintings continued to develop in both America and 
Europe. A new way of making abstract paintings saw the 
light with Optical Art or just Op Art. The name sounds 
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very similar to Pop Art, which is no coincidence as it 
started as an opposition to the very same. Op Art resumed 
the path of the rationalist vanguards and dominated the 
field of Abstraction over the 1960’s and 70’s. In Op Art 
geometric designs, in black and white or bright contrasting 
colors, are used to create optical illusions. These had the 
possibility to change the viewer’s perception of the work, 
because they change while the viewer observes them, 
almost like there is movement within the work. Another 
stream was Minimal Abstractionism. It emerged from the 
simple compositions of artist Josef Albers and gained its 
popularity in the period after 1965. In this movement the 
forms were limited to simple geometries such as cubes, 
pyramids and prisms, which were used repeatedly to 
express the principle of economy. (fig.3) 
 
 
Figure 3 (www.depositphotos.com) 
 
It is important to highlight the political and economical 
stabilization in the post-war period, due to which the 
development of the determining elements of Pop Art was 
possible. All this, contributed to all that could be call 
‘popular’ or ‘from the people’ in the contemporary culture. 
The trivial, ephemeral, and banal, became the object of 
interest, not only for the middle class but also for the 
people with few recourses and the bourgeoisie class 
(Masotta, 2004). In other words, the factors that created 
Pop Art are not universal, but rather specific and in 
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particular from the urban cultures of England and America 
in the time after WWII. In regard to the latter topic, it is 
necessary to distinguish between the American Pop Art 
and Pop Art British, which will be done in the following 
chapter. 
 
Pop Art 
The word Pop was first used to describe popular culture 
and not a form of art, but as the new art form began to use 
popular culture in its works, Popular Art was created. 
Popular Art, or Pop Art, as a movement began in Great 
Britain in the 1950’s (Collins, 2012:17). Its goal was to 
challenge the dominance of the existing traditional High 
Art, mainly influenced by Abstract Expressionism at the 
time, and remove the boundaries between art and popular 
culture. Pop Artists believed in the sameness of art, 
meaning that there are no ranks in the importance of a 
work of art. Any source can borrow and be influenced 
from another. This is one of the most significant features 
of postmodernism. 
  
Pop Art began as a reaction to the contemporary 
dominance of Abstract Expressionism, which had already 
been pleaded for by the French writer Charles Baudelaire 
in his 1863 essay The Painter of Modern Life (Collins, 
2012:5). Through the creations of abstract expressionists, 
art represented the trauma within humans. The opposite 
was the case with Pop Art. The new Pop Artists 
represented all that were already visible to the human eye 
in the outside world. The main inspiration for Pop Art was 
therefore found in images circulated by popular culture 
such as advertising, comic books and everyday objects. 
Pop Art also found its subjects in found objects, meaning 
objects or products that are not normally considered art as 
they serve a non-art function. This is similar to the Dadaist 
movement, which use of popular, banal and often kitschy 
images was a contrast to the use of elitist images in high 
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art. Another important feature, which is different between 
Pop Art and high art, is the means of distribution. While 
high art remains exclusive and unique, Pop Art is 
reproduced by mechanical means. 
  
It is not really the works of art themselves, but the thought 
that went behind the work that matters in the Pop Art 
movement. The general attitude in the case of Pop Art is a 
very cold distancing from the subject. The opposite can be 
said about the works of high art that existed during that 
time. They were rich in expressions and emotions in the 
depicting of the subject, whereas in the case of Pop Art, 
there exists ambivalence. 
 
The British Roots 
The British art critic Lawrence Alloway is credited with 
the coining of the word ‘Pop’. He used it to describe an 
upcoming art style, which depicted images from the 
mainstream or ‘popular’ culture. The Popular culture was 
described as the mainstream of any given culture, and the 
emerging global culture in the late 20
th
 century, and was 
greatly influenced by mass media. At first it was viewed at 
the culture of the working class, as it was heavily criticised 
for being superficial and consumerist.  
 
Along with Alloway, the artists Richard Hamilton and 
Eduardo Paolozzi started the Independent Group. The 
group, which was a collective of artists, architects and 
writers, was formed out of a common belief that, there was 
a problem with contemporary art. Their main aim was to 
take new approaches to the contemporary visual culture 
and introduce an ‘aesthetic of plenty’. They conducted 
meetings at the newly formed Institute of Contemporary 
Art in London between 1952 and 1955, one of which was 
held between 1953-54 in the form of a public symposium. 
They simply called it The Problems of Contemporary Art 
(Collins, 2012:26-7). 
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The Independent Group also held another 5 informal 
lecture series, but they were rarely attended by more than 
20 people. The organizing themes of these were: science, 
technology and the history of design (1952-53) books and 
the modern movement (1954) and popular film (1955). 
The final series in 1955 provided a summery of the groups 
interests with lectures/discussions on: popular imagery as 
subject matter for fine art; American automobile styling, 
information theory and the visual arts; the sociology of 
advertising; the aesthetics of Italian product design; and 
the Dadaists as non-Aristotelians (Collins, 2012:26-7). 
The members of the Independent Group are considered to 
be among the founders of the Pop Art culture in Britain. 
During their first meeting Paolozzi gave a visual lecture, 
which was called ‘Bunk’, a short term for ‘bunkum’, 
meaning nonsense. This lecture provided a critical and 
analytical look at the American way of life, which had 
become highly consumerist.  
 
The British Pop Artists looked at the American lifestyle 
from an outsider’s point of view. They had a sense of 
irony and some say a little envy in their outlook, unlike the 
critics of the time, who were appalled by the 
‘Americanisation’ of their nation (Collins, 2012:17). To 
the early British Pop Artists, and a lot of young people in 
Britain, America was the land of the free - a culture that 
was not heavily burdened by financial debt after WWII, 
which could allow youthful enjoyment and consumerism 
as it was depicted in the Hollywood movies. Where people 
enjoyed life and didn’t yearn for ‘the good old days’ as 
they did in Britain, where art was mostly concerned with 
the peace and idyll from the age before the war(s). In 
America, on the other hand, it was culture that did not care 
much about how ‘classy’ a work of art was, but could 
simply mass-produce materials and enjoy them. One of the 
first examples of British Pop Art is Richard Hamilton’s 
collage from 1956, Just What Is It That Makes Today’s 
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Homes So Different, So Appealing? (fig.4) Here the word 
Pop also makes its debut in a work of art. 
 
 
Figure 4 (http://uk.phaidon.com) 
American Pop Art 
The American Pop Art emerged suddenly in 1962, as all 
five of the biggest American Pop Artists had their first 
exhibitions in New York (Collins, 2012:49). The 
American Pop Art movement can be traced back to the 
time after WWII. There, at that time, consumerism in the 
American society arose fuelled by Keynesian beliefs: - in 
order to keep the economy going and the demand for 
material goods up, the general public needs to spend a lot 
of money. So started the era of commercials. Companies 
started advertising on a large scale their products in order 
to make them better than the competition’s and thereby 
sell more. Even psychologists and sociologists were hired 
by companies in order to aid the people working in the 
new advertising business.  
 
This would help them to understand the mechanics of why 
we humans consume/buy. People were, through 
advertising, convinced that they needed to buy material 
goods in order to be happy and also that the goods they 
bought, were directly connected to the 20
th
 century 
understanding of ‘The American Dream’. Furthermore, the 
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general conception was that, a family needed to keep up 
with their neighbours’ purchases, as not to lose social 
status. Considering this, from a psychological point of 
view, it would seem that a cultural identity arose from this, 
an identity consisting of fear of communism, a seeking of 
social validation through material goods and consumerism. 
 
From this identity, the Pop Art movement largely replaced 
the dominant Neo-Dada movement of the time, as more 
artists included everyday objects from this way of living 
into their works of art. Both the Neo-Dada and perhaps 
mostly the Pop Art movement based their art on 
philosopher John Cage’s idea; that “…art should celebrate 
life as it is.” (Collins, 2012:49).  
 
But the evolution of American Pop Art was also fuelled by 
a rebellion towards Abstract Expressionism, which, in the 
eyes of the Pop Artists, had become too elitist. In their 
mind ‘Art’ belonged to everyone. Therefore, the Pop 
Artists aimed to bring art back to the ‘real world’ and the 
common people who live in it. They wanted to create an 
art form that was young and fun and was relatable to 
everyone. But critics of the time, especially in the 
beginning of the Pop Art movement, claimed that it was 
not a form of art at all, and that it did not seek to interpret 
or re-present anything (Collins, 2012:80). The most 
influential artists of the era, such as Lichtenstein and 
Warhol, would probably argue differently. 
 
 Roy Lichtenstein 
In this part of the chapter, we take a closer look at one of 
the most famous and influential artists of Pop Art: Roy 
Lichtenstein. 
 
Lichtenstein was born in New York in 1923. His father 
was a real-estate broker and his mother a housewife. 
Lichtenstein studied fine arts at Ohio State University, 
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where he came to focus on the formal issues of art 
(Collins, 2012:85). 
  
Like so many other Pop Artists, Lichtenstein started out 
doing commercial work, decorating shop windows. 
His early works, as a non-commercial artist, were very 
different from what he would become famous for; his 
comic book like paintings. The early works all contained 
moments from American history or things from the 
American lifestyle. As a critic noted; “…early 
Lichtenstein, [had] an urge to say … that what was 
missing form American painting was American life.” 
(Collins, 2012:90). 
 
His most famous series of artwork was the Love Comics. 
He created these, as he thought that the line between 
comic strips and high art could be broken by small 
alterations in the way they were created. He would take a 
picture from a comic book, then alter and add the diagonal 
lines of the chosen picture to make it one that is closer to 
what is known from classical art. So the paintings of 
Lichtenstein were not simply copies, which were the 
general conception at that time (Collins, 2012:104). 
 
It is believed that his Love Comics paintings are made out 
of a wanting of - but disbelief in - true love. Lichtenstein’s 
own male comic character ‘Brad’ (fig.5), who features in 
some of these paintings, is thought to be Lichtenstein’s 
ideal image of himself. An alter ego whom he identified 
himself with, but could never become.  
 
Lichtenstein wanted many of the things he gave ‘Brad’ in 
the paintings: A gorgeous blonde girlfriend and the 
adoration of his works of art. But as Collins notes; “by 
framing his romantic and professional hopes as teenage 
fantasies [in the form of comic book paintings] 
Lichtenstein was also laughing at himself for entertaining 
such ‘adolescent’ hopes.” (Collins, 2012: 110). 
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Figure 5 (http://stylecupid.typepad.com/blog/2011/11/snapped-42-roy-lichtenstein.html) 
 
Another interesting feature of his Love Comics series is the 
appearance of crying women. Since Lichtenstein himself 
was scared of emotions, and rarely showed any, these 
women’s tears are said to be Lichtenstein’s own. The ones 
he didn’t shed when getting rejected by the girl he loved. 
A psychologist named Letty Eisenhauer noted this when 
she was dating Lichtenstein (Collins, 2012:108). 
 
 Andy Warhol  
In this chapter, we will give an insight into the life and 
influences of Andy Warhol, perhaps the biggest name of 
the Pop Art era. We will also go in detail with the four 
main themes of his art. His movies however will not be 
discussed in this paper, as our main focus lie with graphic 
arts. 
 
Born Andrew Warhola, he was brought up in Pittsburgh, 
PA. in a family of Eastern European decent. The family 
lived in a very poor neighbourhood without running water 
and had very little means. The Warholas were very 
religious, and Andy most of all. In fact, his parents often 
thought, he would grow up to be a priest. As a child Andy 
was taunted at school because he had many female 
characteristics. This led to enormous insecurities about his 
looks, which could also be seen in a self-portrait he made 
at age 14. 
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 On top of his insecurity, he was very often sick, and when 
he was eight he was diagnosed with a disease called St. 
Vitus’ Dance, which attacks the central nervous system 
causing uncontrollable shaking.  Because of this the 
taunting at his school intensified.  
 
He was then ordered to stay at home in bed for weeks, 
where his caring mother would buy him gifts, often in the 
form of colouring books, film magazines, comics and 
pictures of his favourite movie stars. During this period, 
Andy found ideals and idols among these comic books and 
movie stars, and it came to define him. His comic book 
hero ‘Dick Tracy’ even became an object for his 
homoerotic yearnings in his early adolescence (Collins, 
2012:126). 
 
Fond of drawing, one of the positives of Warhol’s early 
life was his art, and in 1945 he began studying at Carnegie 
Tech in Pittsburgh. Here he majored in painting and 
design, though most of his courses were in commercial art. 
In 1949 Andy moved to New York to pursue a career in 
commercial art. It was also around this time he got rid of 
the last letter in his surname. (Collins, 2012:127). 
 
In the beginning he produced many different art works, 
using his characteristic faux naïf style, which he developed 
during his last year in college. His work won awards and 
he now featured in anything from adverts to Christmas 
cards and decorations in shop windows. Besides his 
commercial work, Warhol also created art of his own often 
portraying male nudes or using less ‘controversial’ 
motives to which he added homoerotic overtones. He even 
exhibited some of these works, but they weren’t well 
received by the art critics (Collins, 2012:128-9). 
 
But Warhol didn’t quit, and was now dedicated to become 
more than a commercial artist. Inspired by the rising fame 
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of the gay couple of Rauschenberg and Johns, who were 
also commercial artists decorating store windows, he 
strived to achieve a similar status. 
  
He was beginning to be more concerned with becoming 
famous than being a great artist. Because he had learned, 
that his homosexual ways did not help him in his search 
for stardom, Warhol transformed himself and his art. His 
chief adviser at the time, Henry Geldzahler, convinced him 
that the fascination of art was shifting from abstract 
expressionism towards a more detached displaying of the 
things and imagery of common culture (Collins, 
2012:130). 
 
In Warhol’s early works of Pop Art he focused on two 
subjects, one of which was personal grooming products 
and services. He was very focused on the changing of 
appearance, which is also evident in his changing of a 
passport photo of himself. Here he drew more hair and 
even gave himself a ‘nose job’. This goes to show, that 
even the adult Warhol, still had serious insecurities 
concerning his own looks.  
 
The other subject of his early Pop Art was American 
consumer goods, which became the essence of his 
Classified series. In order to distance himself from his 
earlier work, he approached this series with what one 
historian called an ‘aggressive faux incompetence’. In 
Warhol’s eyes, the Avant-Garde opposition to and 
rejection of consumer culture was foolish, and he later 
described the subjects of his works “all the great modern 
things that the Abstract Expressionists tried so hard not to 
notice at all” (Collins, 2012:131). 
 
Even though his approach to the subjects of his works was 
called ‘faux incompetence’, his works contained double 
meanings from the very start. Often he would get 
inspiration, as the case was with Lichtenstein’s Love 
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Comics, from an already existing piece. But unlike 
Lichtenstein, who aimed to make comic drawings into art, 
Warhol would seek to make the subject, of the chosen, 
already existing, work of art more ordinary, e.g. in the 
form of a commercial. Another example of this can be 
found in one of his most well known subjects – the 
Campbell’s Soup can. When he was still doing 
commercial work and drawing homoerotic sketches on the 
side, he drew a pair of crossed male feet resting on the top 
of a Campbell’s Soup can. In this way Warhol made his 
Campbell’s Soup cans have a homosexual undertone. 
Also, in his drawing of the feet on the can, the can is seen 
from the side, making only the word ‘Camp’ (of 
Campbell’s Soup) readable. As Bradford R. Collins writes; 
the word ‘Camp’ “referred to the homosexual taste for 
flamboyant people and things so excessive that they 
transcend bad taste and attain a kind of beauty.” (Collins, 
2012:135). 
 
When Warhol began painting the soup cans, he had taken 
an even more objective approach to his subjects, an 
approach that removed almost all the signs of an artist’s 
hand. According to Collins, Warhol himself said that he 
wanted to see if it was possible to remove all hand 
gestures from art and become noncommittal and 
anonymous. He wanted to take away the commentary of 
the gestures (Collins, 2012:134). When first exhibited, the 
soup can paintings were met with either indifference or 
amusement. A local seller of the actual soup cans even put 
a sign in his shop window next to the cans saying: ‘Buy 
them cheaper here.’ But it was with this series of work that 
Warhol finally got the fame and attention he craved. As art 
critics found no indication to what Warhol himself was 
trying to say with his paintings, they were beginning to 
discuss the meanings of these creations. Was he a fan of 
processed soup, as many suspected, or was he making fun 
of them? When asked, Warhol just said, that he “had 
Campbell’s Soup for lunch every day, and he liked it.” 
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This was not entirely wrong, as his mother did actually 
serve it to him regularly. But according to Collins, it also 
seemed like Warhol had intuitively understood, that the 
processed soup in cans was a symbol of the post-war 
American supermarket, and the shift in the way we 
consume food it represented. Warhol’s use of the 
supermarket as a symbol of the common culture, and his 
desire to present his art as such, is also easily seen in the 
way he exhibited his paintings in a Los Angeles gallery – 
sitting on a shelf instead of hanging on the wall (Collins, 
2012:135-6). As Collins writes, Warhol’s stand on the 
American supermarket was clear when looking at the way 
he produced his succeeding works. Shortly after the first 
Campbell’s Soup can paintings were finished, he 
revolutionized his studio, as he, in the autumn of 1962, 
had discovered the silk-screen process. This new method 
of producing art meant that Warhol could now use 
photographs in his work, widening the possibilities of 
close to perfectly copied subjects.  
 
Soon after, Warhol moved his entire studio to an 
abandoned factory, shortly after known simply as ‘The 
Factory’. Here he set up an ‘aesthetic assembly line’ and 
by doing so, Andy Warhol could now mass-produce 
hundreds of paintings.  
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Figure 6 (http://itp.nyu.edu/~awc280/itpblog/?cat=3) 
 
His work 200 Campbell’s Soup Cans (fig.6) was a 
testament to this new method, here he, according to 
Collins, achieved the perfect match between method and 
subject, by mass-producing images of what is mass-
produced. 
  
His attitude towards mass-production is not only 
demonstrated in the image, but also in the way it is 
produced.  
This is even further documented by the fact that Andy also 
produced the same images of the soup cans in different 
sizes and colours, which, according to Warhol himself was 
just “a matter of [smart] marketing”. It also earned him the 
note from fellow artist, and mentor, Emile de Antonio, that 
“Andy is… essentially a phenomenon of capitalism.”  
 
During the 1960’s Andy Warhol’s art dealt with 
merchandising, which is evident when one looks at the 
subjects of such works as Storm Window, essentially just 
an advert for storm windows, and the Campbell’s Soup 
Can where it is only the can and not the soup that is 
visible.  
 
As Collins notes, Andy Warhol never really produced 
anything, just created reproductions of the products of 
others, repackaging them as ‘art for re-consumption’ 
(Collins, 2012:136-7). Warhol’s fascination with 
American consumer goods peaked in 1964 at an exhibition 
at the Stable Gallery. Here he had pieces of wood carved 
to the exact sizes of the original packaging of Kellogg’s 
Cornflakes, Brillo Soap Pads, Heinz Tomato Ketchup and 
Campbell’s Soup, onto which he would then silkscreen all 
sides of the products creating perfect replicas.  
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The pieces were even stacked as they would be in a 
warehouse. This was once again seen as highly 
controversial, and questions about the nature of art were 
raised (Collins, 2012:137-8). 
 
But Warhol’s attention was also towards the comics, as so 
many other artist of the time. Here he would, like earlier, 
give his works a homosexual undertone. His 1961 painting 
Superman (fig.7) is a good example of this. Superman 
must, like Warhol himself did, for a long period of time, 
live a closeted life in order not to reveal his true identity. 
In this painting Warhol also depicts Superman blowing out 
a phallic fire, hinting a sexual act. Andy also added the 
word ‘Puff’ to underline Superman’s act of blowing, but 
the word ‘Puff’ is also a homosexual hint to the word 
‘pouff’ – a term used for a gay man (Collins, 2012:139). 
 
 
Figure 7 (http://ayay.co.uk/background/pop_art/roy_lichtenstein/puff/) 
 
When Warhol visited the Castelli gallery in the winter 
between 1961 and 62 he discovered, to his regret, that 
Lichtenstein was also producing comic book paintings, 
and that Castelli was actually exhibiting them, whereas 
Andy’s were only shown in store windows. This discovery 
led Warhol to drop his comic book works and focus 
elsewhere in order to be first, but he would not drop the 
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homosexual undertones, so he turned his attention instead 
to male film stars. 
 
In the case of his work Elvis I and II, the straight eye 
would see a famous singer, who is an acceptable object of 
idolization, but the homosexual eye would also catch, the 
gay vibe coming from the lavender colour of Elvis’ pants 
and the heavy make up Warhol had equipped him with. 
Another layer of the homoerotics in this piece is the fact 
that, the picture of Elvis used, was from a little known 
cowboy film called Flaming Star from 1960. Cowboys, 
along with motorcyclists and bodybuilders were frequent 
characters in gay erotica of the time (Collins, 2012:144).  
Warhol also used the female movie star and sex symbol 
Marilyn Monroe as a subject, but seeing as he had no 
interest in her sexual appeal, he only included her face in 
his artwork. This was also due to a marketing strategy of 
Warhol’s, namely that the viewer should be able to put his 
or her own meanings to the works, and only using 
Marilyn’s face accomplished just that. The viewer could 
then read his or her own thoughts and feelings about 
Monroe’s life and death into the piece (Collins, 2012:145). 
But there were two sides to Warhol’s interest in Marilyn 
Monroe. As many knew, she represented the stardom and 
fame for which Warhol and countless others longed. But 
she also represented another of Warhol’s fascinations; 
death, which is the last of the four big themes of his art.  
The way his work Marilyn x 100 is made, with fifty 
colorful Marilyn-s in one side and fifty black-and-white in 
the other, also shows the duality of his interests in her as a 
subject. Warhol’s fascination with death fuelled a series of 
works called Death and Disaster. Here he would use 
actual photographs of devices created for executions and 
accidents broadcasted in newspapers. He did so by silk-
screening photographs so each image would emerge with 
small flaws, which would never occur in real photographs, 
as to make it an easier subject to cope with, also for Andy 
himself. As he himself remarked; “when you see a 
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gruesome picture over and over again, it doesn’t really 
have any effect” (Collins, 2012:149).  
 
This statement, of course, again created a heated debate, 
with people arguing that it showed Warhol’s own 
sensibility towards the matter and others arguing that it 
was proof that he was insensitive (Collins, 2012:149). 
According to Collins, Warhol himself clarified the matter 
in his 1980 memoirs: POPism: The Warhol Sixties. Here 
he states, that is like watching the same television show 
over and over again, as he said; “the more you look at the 
exact same thing, the more the meaning goes away, and 
the better and emptier you feel” (Collins, 2012:149). 
Being catholic, Warhol feared death, but perhaps most of 
all what would come after; judgement and then heaven or 
hell. His adviser Geldzahler, who, again, was the one 
pointing him in towards what subjects to use in his art by 
showing him a newspaper, with a plane crash on the front 
page, stating; “This is what’s really happening” (Collins, 
2012:146), also noted that Andy’s fear of death and 
judgement was very present in this series of work.  
 
Perhaps the best example of this is found in his work The 
Electric Chair, which in the words of Geldzahler 
“…certainly had to do with punishment and hell and the 
consequences of your acts” (Collins, 2012:149). The 
Electric Chair was created in a variety of designer colours 
and the idea that a piece of execution equipment was 
portrayed in a way meant to hang in someone’s living 
room may have troubled some, but it apparently made 
Warhol feel “emptier and better” (Collins, 2012:150).  
Warhol’s two older brothers also noted that Andy had an 
acute fear of death, which, according to them, dates back 
to their father’s death when Andy was fourteen. As 
customs had it, the father’s body were place in the living 
room for a three-day mourning period. This made Andy so 
scared that he would hide under his bed crying. He even 
32 of 58 
 
asked their mother if he could stay with his aunt while the 
body was in the family’s home (Collins, 2012:148). 
 
In conclusion to this walkthrough of the influences of Pop 
Art, some interesting facets spring to mind. Arguably the 
artists of the Pop-Art movement either celebrated the 
capitalist way of life, or, more plausible, mocked this need 
for social validation and consummation. But two of the 
biggest influences of Pop Art, Warhol and Lichtenstein, 
were very similar in the way they used art. As we 
discussed in this part of the paper, they both lived with 
tremendous insecurities and yearnings for things they did 
not or could not have. The used their art to either portray 
as the people they wanted to be and basked in the likeness 
they created to themselves or they touched subjects, which 
traumatized them. Lichtenstein used his art to convey the 
emotions he was not capable of expressing himself and 
Warhol dealt with his fear of death by working so closely 
with the subject, while making it art and, perhaps, in that 
way easier for himself to cope with. 
 
A comparative analysis: Pop Art vs. Abstract 
Expressionism 
The challenge of expressing the times: Abstract 
Expressionism versus Pop Art 
 
This chapter of the project is going to deal with a 
comparative analysis of two of the most influential art 
movements within the Avant-Gardes, namely Abstract 
Expressionism and Pop Art. The analysis will draw on the 
insights gained by the previous chapters and will attempt 
to find an answer to the problem formulation, on whether 
Pop Art, and more specifically the work of Andy Warhol, 
better expressed the times in which it was produced 
(relative to other art movements).   Since chronologically, 
in the American art arena, Pop Art was preceded by 
33 of 58 
 
Abstract Expressionism, we found it relevant to carry out a 
comparison between these two streams, represented by 
two of their most well-known and acclaimed figures, 
namely Jackson Pollock and Andy Warhol.  
 
Having discussed previously the historical grounds on 
which both movements started and where and from whom 
they were influenced, the analysis will concentrate on 
high-lighting what both streams were trying to achieve and 
how they managed to do so, consequently 
reflecting/expressing the times.  
 
This analysis will set off, first, by discussing, what the 
general feeling about the ‘achievements’ of the Avant-
Gardes was, and what it actually meant by ‘to express the 
times’.  
 
As Eric Hobsbawm argues in his  book, Behind the Times, 
the Decline and Fall of the 20th Century Avant-Gardes, 
the various art movements within the Avant-Gardes (the 
object of our analysis included) were motivated by the 
need to find adequate ways to express the relation between 
art and society, which, they postulated, had changed in a 
fundamental way. Hobsbawm’s perspective in the book is 
rather glum, in that he considers the Avant-Gardes, or 
more precisely the visual arts, to have failed in achieving 
that. He elaborates further though by highlighting how 
certain art streams managed, better than others, to express 
their time.  
 
Hobsbawm calls it “…a failure of ‘modernity’” 
(Hobsbawm, 1999:7) which held that contemporary art 
had to be an “expression of the times”, though as he 
explains.., ‘it was not sure what this combination of terms 
meant and how it could have been achieved’ (Hobsbawm, 
1999:8). According to Hobsbawm, the challenge for the 
visual arts (paintings in this case) to express the times, 
grew harder, in that they had to compete with other ways, 
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which were able to carry out many of the traditional 
functions the paintings had. He maintains that, the visual 
arts “…have suffered from technological obsolescence” 
(Hobsbawm, 1999:15) and to make his point he quotes 
Walter Benjamin, by elaborating that, the visual arts have 
failed to come to terms with the ‘age of technical 
reproducibility’ (Benjamin, in Habsbawm,  1999:15). This 
noteworthy remark, seems to jumpstart our analysis by 
favoring Pop Art against Abstract Expressionism, since 
between the two, Pop Art was the one who relied heavily 
on the mechanical reproduction aspect.  
 
In order to compare how Abstract Expressionism and Pop 
Art ‘expressed the times’ one must first be acquainted with 
what lies at the core of these two movements. We will do 
this by focusing on an explanatory of the works of Pollock 
and Warhol by various sources, followed by a comparative 
analysis. 
 
Abstract Expressionism and Jackson Pollock 
Abstract expressionism was concerned with existentialist 
matters, concerning the inner world of the artist, which 
implied importance was bestowed on the act of self-
expression, rather than the finished art object. The abstract 
expressionist artist would seek to express his subconscious 
through his art. As Arthur Danto puts it in his Andy 
Warhol book, by quoting Robert Motherwell “…the 
painter would reach deep in his unconscious mind and find 
ways to translate ‘the original creative impulse’ into 
marks, impulsively deposited through broad gestures onto 
the painting or drawing surface” (Danto, 2009:9).  
 
In her book, Jackson Pollock (American Icons), Evelyn 
Toynton gives an account of  the artistic profile of Pollock, 
whom she describes as an artist very much concerned with 
spirituality in art. She cites the renowned art critic, Robert 
Hughes, who describes Pollock’s abstractions as an 
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expression and renewal “of the transcendentalist urge” 
“…embedded in the landscape experience of Americans, 
since the days before the civil war” (Hughes, in Toynton, 
2013). Toynton, describes Pollock as a taciturn man who 
did not like to make grandiose interpretations of his works. 
He was so unwilling to express himself verbally that even 
his psychoanalyst would have to resort to his drawings and 
sketches in order to understand the artist’s traumas and 
help him resolve them. In Pollock’s words, he did not 
expect people to understand his work “…but, if possible, 
to appreciate it the way they appreciated flowers and 
music” (Pollock, in Toynton, 2013). 
 
In his critics’ eyes, his work was too inwardly oriented, 
and Toynton goes on to describe how Hans Hoffman, a 
German abstractionist painter, pointed out to Pollock to 
seek inspiration outside of himself. To his remark “look at 
nature”, Pollock replied with what is, according to 
Toynton his most famous utterance known: “I am nature” 
(Pollock, in Toynton 2013). 
  
Pop Art and Andy Warhol 
Since Warhol’s background and formation landscape have 
been covered in the first chapter of the project, the analysis 
will not concentrate much on those aspects but rather on 
the qualities of his work. Marco Livingstone, while giving 
a comprehensive picture of what Pop Art is as an art 
movement, where it started and what its key 
representatives were, goes on to present the main features 
of, what he calls, the American Pop Art and the British 
Pop Art. According to Livingstone, the American version 
of the stream had as a characteristic emblematic 
representation, while the British one was more narrative 
and analytical in tendency. He maintains that the 
American Pop Artists were quick to establish their 
identities, ironically suggesting art to be like any other 
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consumer product needed to be marketed. (Livingstone, 
2000) 
 
Pop Art in America knew many influential names, such as 
Oldenburgh, Lichtenstein, Rauschenberg and Jones, but 
none of them managed to be established as an American 
icon the way Andy Warhol did.  
 
According to Arthur Danto, Andy Warhol played a 
prominent role in the artistic revolution America 
experienced in the mid ‘60s. He goes as far as to claim, 
that Warhol’s Brillo Box, helped him answer the question 
of what art is. And according to Danto, ‘the meaning’ has 
to do with the distinction between art and non-art. He 
claims that, what Andy Warhol did, was to show that 
people can be in the presence of a work of art without 
knowing it is one, since they would wrongly expect the 
visual difference between the two to be immense. The 
Brillo Box demonstrated how wrong such an assumption 
could be. Warhol’s work made it impossible to discern 
between the two. Danto attributes Warhol’s raise to 
stardom and icon status, to the fact that, unlike the case 
with Abstract Expressionism (Jackson Pollock in our 
study), his work was not the least bit complicated; his 
subject matter was constituted by objects the ordinary 
American understood and knew. To Danto, Warhol did not 
change the way art is looked at, much more so, the way art 
is understood. He explains that, the images Warhol’s art 
portrayed were understood by everyone, for the simple 
fact that what they reflected was the world of everyone.  
 
The challenge of ‘expressing the times’: 
Abstract Expressionism vs. Pop Art 
Arthur Danto argues that the two art streams had a 
different conception of what the role of an artist was and 
how he or she carries it out. The Pop Artist has no inner 
37 of 58 
 
secrets as such, not the way the abstract expressionist 
does.  
 
The work produced by the abstract expressionist is not 
easily intelligible to the viewer. What the viewer sees, and 
how he interprets it, can be far away from what the artist’s 
view and vision were, while creating it. This point comes 
out in Hobsbawm’ book as well when he argues, that the 
impoverished language of the painting (in our analysis’ 
case, the statement proves relevant as well to the case of 
the abstract expressionist painting), was making the 
expression of the times, in a way that was easy to 
communicate to the public, very difficult. (Hobsbawm, 
1999:27). This does not seem to happen in the case of Pop 
Art, where, as Danto claims, “the artist knows and is 
moved by the same things his audience knows and is 
moved by” (Danto, 2009:9). 
 
He elaborates further, by claiming what the abstract 
expressionists did was project the inner world of the artist, 
while in the Pop Art’s case, the world of the artist 
coincided with that of the viewer.  
 
Hobsbawm also seems to side with Pop Art in the 
challenge of time expression. He makes his point clear 
when he claims that, the genius of Warhol stood in the fact 
that he did not contribute to destroy or revolutionize 
anything. He merely made himself, in Hobsbawm’s words, 
“the passive, accepting conduit for a world experienced 
through media saturation” (Hobsbawm, 1999:36) 
According to Hobsbawm, Pop Art and Warhol accepted 
the world as it was, thus, better expressing the times ‘in 
which contemporary American’s lived’,(Hobsbawm, 
1999:36), then other streams in the Avant-Gardes. 
  
In Danto’s description of Warhol, it becomes clear how 
Pop Art, and especially Warhol’s work, celebrated the 
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form of life the Americans lived and did indeed reflect the 
American society of the time.  
 
As a concluding remark, one must though take a critical 
stand to the term ‘expressing of the times’. Expressing the 
times does not necessarily refer to portrayal of the positive 
aspects of a society, much more so the contrary in our 
case. In his book American Visions (1988), Robert 
Hughes considers the aesthetic value of Warhol’s work 
and times he and Pop Art ‘expressed’ expressed as 
“It all flowed from one central insight: that in a culture 
glutted with information, where most people experience 
most things at second or third hand through TV and print, 
through images that become banal and disassociated by 
being repeated again and again and again, there is a role 
for affectless art. You no longer need to be hot and full of 
feeling. You can be supercool, like a slightly frosted 
mirror…Warhol...was a conduit for a sort of collective 
American state of mind in which celebrity—the famous 
image of a person, the famous brand name—had 
completely replaced both sacredness and 
solidity.”(Hughes, in Appleyard, 2011) 
 
One can always argue, as Hughes does, about the value of 
the account of the American society rendered by Pop Art 
and Andy Warhol, but it is undeniable that both the stream 
and artist managed to do so. 
 
Art Distinction and the Classification 
Art seems to be the type of notion that most people would 
not have an issue with defining, but when asked to do so 
they fail to provide a definition that includes the 
‘necessary and sufficient’ qualifications for an object to be 
considered as such. The difficulties with coming up with a 
satisfactory definition, seems to be the ‘corner stone’ or 
the basic element in the field that is Philosophy of Art. 
Due to the issue with defining art, many thinkers have 
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tried to give a version of what they think the definition 
could be. The sociologist Pierre Bourdieu found that, the 
way we decide what our taste is, or what we find 
aesthetically pleasing referring to cultural goods (music, 
clothes, art), comes from the upbringing and education. It 
is important to know that Bourdieu’s findings are not 
primarily relevant to art (since they are a lot more 
comprehensive) but has been adapted to our purpose. If we 
apply Bourdieus’s findings to art, it is the notion of 
‘Cultural Capital’ that makes the distinction between what 
is art and non-art. 
 
 George Dickie has made his own inquires into the matter 
with the intent to define art. He looks into who decides 
which objects can be considered art and which ones are 
just useless from an aesthetic point of view. What Dickie 
implies in his writings, is that all pieces of art have to be 
accepted in an institutional organization, meaning that 
some kind of social institution has to evaluate the object 
and determine if it qualifies as a work of art. Assuming 
that Dickie’s theory, also known as the Institutional 
Theory of Art, is correct, it contradicts the findings of 
Pierre Bourdieu in certain aspects, while supporting them 
in others. However, it is necessary to have a complete 
perspective of Bourdieu’s findings (not just the ones 
related to art) in order to assist the understanding process 
and relate it to Dickie’s theory. Even though philosophy 
and sociology have certain ties that relate them to each 
other, it is not the topics of what they study that make the 
difference, it is the point of view with which they are 
viewed that changes the outcome. That is why this chapter 
will first explain each of the writings separately and then 
compare the two theories in an attempt to reach a 
conclusive result.   
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A Judgment of the Taste of Art 
In order to explain Bourdieu’s theory, the main focus will 
be on his text: Distinction: A Social Critique of the 
Judgment of Taste, considered to be one of the most 
important books in the past decade to the sociological 
community. The text is based on two large surveys that 
were conducted on the French people by Bourdieu and his 
team. What they discovered, and the way that Bourdieu 
writes, almost makes it sound plausible that we are all 
destined to like or enjoy certain things and dislike others, 
arguably this compromises the idea of being an individual. 
However, Bourdieu’s theory, which might be somewhat 
extreme to some people’s liking, is still an intriguing way 
of making distinctions among social classes and could be 
the link to discovering how some people feel comfortable 
making the distinctions between what is art and what is 
just an object.  
 
Moving forward with the understanding of what the text is 
trying to convey should be taken step-by-step starting with 
the title of the book. If the title, Distinction: A Social 
Critique of the Judgment of Taste, is understood literally, 
and kept in mind, it will allow one to proceed with relative 
ease.  
 
“To the socially recognized hierarchy of the arts, 
and within each of them, of genres, schools or periods, 
corresponds a social hierarchy of the consumers. This 
predisposes tastes to function as markers of ‘class’.” -
(Bourdieu, 1996:1-2)  
 
In order to fully understand Bourdieu’s theory several 
factors should be taken into consideration. Firstly, 
Bourdieu claims that all of the cultural objects, with which 
we surround ourselves, serve to show our social standing 
and how to distance ourselves from the lower classes. This 
in turn creates ‘social stratification’, also known as the 
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high, middle, and lower classes. Although, Bourdieu put it 
better, “taste classifies, and it classifies the classifier” 
(Bourdieu, 1996:6). However, how we make these 
distinctions is what defines which classification we belong 
to and what we need to surround ourselves with, in this 
case which art. Simply put, we human beings, make 
conscious and subconscious choices about what 
aesthetically pleases us. Also, the aesthetic emotions we 
get when we make a distinction between what is ‘ugly and 
beautiful’ are conveyed to the young generation of those 
class fractions, through education and upbringing. 
Bourdieu claims that these aesthetic preferences that are 
learned at an early age are what drive them to their social 
classes. What can be concluded from this is that there is no 
‘pure aesthetic’ experience; it is just acquired through 
cultural lessons of the class fractions. Moreover, the idea 
from Bourdieu’s theory states that social classes are the 
ones deciding what types of art are granted that status, and 
then it is clear that almost anything can be considered art. 
However, if we consider that it depends on the population 
and the classes then the middle class would be the 
dominant class in deciding what a piece of art is. 
 
 “It must never be forgotten that the working-class 
‘aesthetic’ is a dominated ‘aesthetic’ which is constantly 
obliged to define itself in terms of the dominant 
aesthetics.” –(Bourdieu. 1996:41)  
      
 Furthermore, if it is in fact the middle class that has the 
biggest vote, so-to-speak, in the election of what qualifies 
as a piece of art, then that could explain why Pop Art 
became so popular in the middle of the twentieth century, 
and more specifically the works of Andy Warhol.  
In the 1950’s the middle class was even stronger then 
compared to today’s middle class and possibly the 
strongest it has ever been. This relates to what Bourdieu 
would say about the relation the art needs to have to the 
population for it to become creditable. “A work of art has 
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meaning and interest only for someone who possesses the 
cultural competence, that is, the code, into which it is 
encoded”(Bourdieu, 1996:2). This means that the middle 
class of the time could relate to what Warhol was doing - 
creating works of art that almost every American knew 
about. 
 
The Institutional Theory of Art 
Instead of focusing on just one of George Dickie’s 
writings as what was done with Bourdieu, we will be using 
two of his explanations that deal with the Institutional 
Theory of art. The first, Defining Art, published in the 
American Philosophical Quarterly a journal which is one 
of Dickie’s first writings on the Institutional Theory. The 
second paper which belongs to one of his later writings, an 
article, What is Art? An Intuitional Analysis from his book 
Art and the Aesthetic: An Institutional Analysis. Both of 
these writings are very similar in what they are trying to 
explain; the only difference is that in the article, What is 
Art, Dickie is defending his work due to all the criticism 
that his theory has received over the years. The relevance 
of this theory is a lot more direct then that of Bourdieu and 
should not need an explanation to why it is being used. 
The theory in question focuses on how the piece of art gets 
its statues and the right to be called an artwork, which is a 
new concept from the earlier theories. Furthermore, credit 
should be given where it is due, to the other philosopher 
that laid the foundation to this theory, namely Aurthor 
Danto, who coined the term the ‘Artworld’ which has been 
discussed earlier in the paper, and for that reason will not 
be discussed again. This term should still be viewed as of 
major importance to understanding the influence it has on 
the theory being examined. 
   
Before moving forward with Dickie’s theory it would be 
relevant to bring Weitz into the picture, who is another 
philosopher that has written on the matter. Weitz takes the 
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position of a Neo-Wittgensteinian that art does not have a 
definition and it is a waste of time to try and find one. 
Although, Dickie disagrees with this claim, the main 
conflict between the two ideas, Dickie also maintains that 
the views of the Neo-Wittgensteinians were important to 
seeing deeper into the issues of defining art. Moreover, as 
mentioned before the importance of Danto’s work to the 
Institutional Theory is the concept of the ‘Artworld’ which 
is one of the two key points that Dickie believes are the 
requirements that are needed to define art. 
    
“ A work of art in the classificatory sense is (1) an 
artifact (2) a set of the aspects of which has had conferred 
upon it the status of candidate for appreciation by some 
person or persons acting on behalf of a certain social 
institution (the artworld).” – (Dickie, 1974: 43) 
 
 Dickie’s definition is a pretty strait forward in what he 
thinks is needed to define art. However, upon reading this 
definition, certain questions should arise about these two 
requirements. Firstly, a work of art has to be an artifact, 
this does not mean that it has to be old or from another 
culture, it means that the object that is put into question 
has to be aesthetically appreciated and in most cases 
created for that reason. Dickie would call the condition of 
artifactuality the genus of all the works of art, meaning 
that the concept of an artifact is a group of objects that can 
be divided into small groups and subgroups involving all 
the other fields of art (music, literature, theater) at the 
same time.  Dickie can be quoted saying, “I maintain that 
the descriptive use of “work of art” is used to indicate that 
thing belongs to a certain category of artifacts” (Dickie, 
1969: 253).  
  
The second condition implies that a social organization 
exists which Danto would call ‘The Artworld’; this 
institution would be made up of several different people 
(artists, art critics, museum owners) that would be 
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responsible for giving the status to the object. The claim 
that an object has to be judged by a social organization to 
be granted the status of an artwork works by using four 
notions. “(1) acting on behalf of an institution (2) 
conferring of status (3) being a candidate, and (4) 
appreciation” (Dickie, 1974: 431).  The first two are so 
closely related that they will be discussed as if it were one 
and both happen almost at the same time.  The meaning 
behind (1) and (2) is that somebody acts as if they were 
certified by a higher power to give the status of a work of 
art to the object, almost as if the object was given a 
diploma for completing a course by a supervisor. This 
would suggest that some kind of ceremony would have to 
happen as well for the object to receive the status, but this 
is not the case it is just cultural adaptations being applied. 
As for (3) the notion of candidacy it is the obligation of 
the institution to give the artifacts the status of being a 
work of art in the so called ‘Artworld’. However, it would 
seem that for the object in question it only takes the artist 
(a single person from the ‘Artworld’) to give it the status 
of candidate, but requires several people from the 
‘Artworld’ to make it appreciated. Which brings the (4) 
notion of appreciation to the discussion, Dickie would like 
to make it clear that there is no particular kind of aesthetic 
appreciation. Dickie would define appreciation as …“in 
experiencing the qualities of a thing one finds them worthy 
or valuable” (Dickie, 1974:433).  At the moment this 
theory takes a specific approach of defining art at great 
length, but for other philosophers it is not the final answer 
to the question. 
 
The Institutional Theory prides itself with the fact that it 
can adapt to the evolution of art as long as it is an artifact. 
It can then be concluded that art has acquired a sense of 
‘openness’ and can bring future types art into the 
definition, which most other theories have not been able to 
produce. However, with this ‘openness’ comes the fact 
that it makes the uncomfortable notion that almost 
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anything can be given the status of art. Dickie himself 
thought that this criticism was derived from the idea that 
there is such a thing as ‘good’ and ‘bad’ art. Although, the 
purpose is just to make the distinction between ‘art’ and 
‘non-art’. The Institutional Theory explains the ‘how’ a 
new type of art gains the status of art, for example, Warhol 
and the Pop Art movement, by receiving the blessings of 
the ‘Artworld’. 
   
The Society’s Influence on Art  
Both Dickie and Bourdieu make distinctive theories on 
how and why art is defined as such. Dickie makes an 
outright attempt to define art in order to answer the 
question that has eluded philosophers for hundreds of 
years. Bourdieu on the other hand makes a claim about the 
taste of different social classes in things like art. Although, 
both of their theories make the claim that there are groups 
in society that influences the status of art. Dickie stands by 
his statement that his theory is not meant to distinguish 
between good and bad art, but rather between art and non-
art. Bourdieu however does not attempt to argue that 
particular distinction, but instead attempts to show how an 
artwork becomes a great piece of art that everybody will 
appreciate.  
 
Distinguishing between Art and Non-Art 
In his essay The Artworld, Danto presents views of both 
Socrates and Shakespeare on what art is. Both views seem 
to converge on the claim, that art is “a mirror held up to 
nature” (Danto, 1964). But, while Socrates is depreciative 
of this quality of art, which only gives accurate duplicates 
of the appearance of things and seems, in his opinion, to 
have no cognitive value, Shakespeare, as Danto points out, 
had come to an acute realization about reflecting surfaces. 
Their unique quality of “showing us what we cannot 
46 of 58 
 
otherwise perceive, our own face and form”, bearing so 
the cognitive quality Socrates did not see (Danto, 1964).  
Danto personally seems to differ from Socrates’ view, 
since Danto dismisses mimetic features as constituents of 
art. In his words: ‘…’is an imitation”, will not do as a 
sufficient condition for “is art”..’ (Danto, 1996). Ironically 
enough, mimetic features and excellence at them, Danto 
explains, were revered as the essence of art in the old days. 
Danto thus, dismisses the idea held from many about the 
mimetic quality of art and cautions against the ‘ease’ on 
distinguishing between a work of art and a plain thing, or 
object. He claims that for most people to understand art, 
they will need an artistic theory to make them aware of 
being in ‘artistic terrain’; otherwise they might not be able 
to do so. According to him, artistic terrain is constituted as 
such by virtue of artistic theories. He goes further to 
maintain that   a theory of art is necessary not just  to 
discriminate between what is art or non-art, but also to 
make the very art existence possible. A very relevant 
illustration is that of the Post–Impressionism paintings. 
Danto explains that unless the prevailing artistic theory of 
the time, namely the Imitation Theory of Art, had 
undergone some sort of major revision, these works would 
have never been granted the status of artwork.  
  
So what happened in the art world, to have made this 
possible? How were the new streams of art, that diverted 
from the old-fashioned art imitating reality, being 
accommodated? A new theory, called the Reality Theory 
(RT) made this possible. Through this theory the works of 
the Post-Impressionist artists were to be understood not as 
a failure in managing to imitate the real life form of things, 
but rather as a successful way of creating new real forms.  
Art had long been long recognized to have creative 
qualities, therefore in this new light, the post 
impressionists were to be considered as very creative and 
not as failures. According to Danto, it is in terms of this 
new theory that we can understand the art works of today. 
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He brings the example of one of the major figures of Pop 
Art, Roy Lichtenstein. Though at first sight his works 
seem to be just imitations of comic strips (in large scale), 
it is precisely the large scale that makes the difference. 
Lichtenstein’s works become thus, as Danto puts it, new 
entities, not just imitations.  
 
   Thus, if an art inexperienced character “…a plain 
speaker and a noted philistine” (Danto, 1964) baptized by 
Danto as Testadura, looks at works of famous artists such 
as Robert Rauschenberg or Claes Oldenburg, (respectively 
the first’s bed which hangs on a wall and is covered with 
paint and the second’s rhomboid bed which is narrower at 
one end than the other), he could very easily end up 
believing they are just plain and simple real objects and 
not works of art.  
 
As Danto puts it, he would end up mistaking art for reality. 
The matter gets more complicated in  that according to the 
RT theory, these art works were intended to be reality. 
That would mean that in this case reality was mistaken for 
reality, and as Danto righteously inquires: Is that possible? 
According to him, in order for Testadura to be able to 
recognize the work of art in the object, he would need to 
master the ‘is of artistic identification’ which will then 
‘constitute’ that object into a work of art. Until he or she is 
able to do that, he will see no artworks, but “sticks that are 
just sticks”, much like the way a child perceives objects.  
…”To see something as art requires something the eye 
cannot decry, an atmosphere of artistic theory, an 
knowledge of the history of art: an artworld”,- (Danto, 
1964)  
 
Further down in his essay, Danto investigates on how an 
object is made and considered into a piece of art, by taking 
as an example one of the most famous works of Andy 
Warhol: The Brillo Box.  
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In his book: Andy Warhol,- he goes as far as to state the 
artist’s The Brillo Box helped him solve the problem of 
defining what art is and why it has become in the first 
place a philosophical problem to ponder. Aspects upon 
which we will return to in a separate section of this 
project.  
 
The question Danto brings forth, through the example of 
The Brillo Box, is: How come they are just mere objects 
when produced by the factory and works of art when 
manufactured by Andy Warhol?  
 
To Danto, what makes the difference between a The Brillo 
Box and a work of art consists in a “a certain theory of 
art”. It is precisely this theory that gives it its statue and 
keeps it from “falling into the realm of real objects” 
(Danto, 1964).  It is the theory of art that gives it the: ‘is of 
artistic identification’, which on its own constitutes the 
object into a work of art. As Danto explains, in order to 
recognize a work of art, one needs to have mastered, to 
some degree, a theory of art, as well as to have knowledge 
of the artistic arena the work of art belongs to, in the case 
of The Brillo Box, one needs to be aware of the history of 
“the recent New York Painting” (Danto, 1964).   
 
Danto claims that the art world, just as much as the real 
one, has to be ready for receiving certain type of art, or 
developments. Most probably The Brillo Box would not 
have been considered art, had they been produced 50 years 
earlier. 
 
To Danto there is no doubt that it is the art theories 
nowadays that make art and the art world possible.    
 
Art in the Mechanical Era  
As mentioned in a previous chapter, when Pop Art was 
established, artists used it to generate a change in people’s 
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conscious about the culture. The critic Walter Benjamin 
wrote a whole philosophy about this phenomenon. The 
movement changed the society of that moment, 
reproaching art to the people, becoming more conscious 
about culture. The art was near people since artists create 
art from daily-life objects which were common and could 
been recognized by people from middle class. The new 
consciousness of art was originated by the great 
reproduction of the pieces of art. Art have been always 
available for reproduction, as a teacher make their students 
to copy other piece of art to learn the technique. However, 
the industry had a great impact on art, helping the mass 
communication. The reproduction of art as a way of 
advertising gets people to know artist such as Andy 
Warhol and Roy Liechtenstein when they did the 
supermarket bags for the exhibition called The Great 
American Supermarket in the Leo Castelli Gallery.  
 
Art became a accessible tool for everyone, and is 
nowadays seen like an event itself, which requires all our 
attention. By the theory or aura of Walter Benjamin, and 
the historical context of that time and the actual one, we 
try to understand the characteristics of the art in the Pop 
movement, trying to understand how the viewer look at it 
and under what contexts the viewer wants to see a piece of 
art again. 
 
When we talk about the culture of masses, is necessary to 
look deeper inside and see how it is formed and the way it 
is characterized. We start supposing that when a culture is 
overcrowded, it means that it is associated with a society 
ruled under some specific consumerism necessities, 
denominated capitalism system. These specific necessities 
support the search of leisure to please all the population 
that thanks to the technological advances that allowed the 
invention of technical machinery, achieved a massive 
range of different social strata (De Souza, 2009). 
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However, it is well known that in capitalist societies the 
priority is given to the dominant class. And it is from this 
one in which will lay the manifestation of the culture, 
taking social control and advantages of it. (De Souza, 
2009). This is what Andy Warhol saw in the American 
society of his time. 
  
Considering the audience of that time, facing the 
depression of interwar, he managed to parody the situation 
of the bourgeois class and while doing hard in the 
difficulties, injustices and weaknesses of capitalism in 
which they were subjected. Helped by a massive media, 
the mechanical reproduction, Warhol was able to surprise 
a lot of people, to make art accessible to everyone, in a 
period that was hard to understand that kind of art. 
 
It is a mystery what was in Andy Warhol´s mind at the 
moment he sat dawn and started to pick up an image, but, 
probably and based in Walter Benjamin´s theory that he 
focused in “The uniqueness of a work of art, [which] is 
identified with its assembling in the context of tradition” 
(Benjamin, 1989:36). The tradition lies in, depending what 
it is shown to the different social classes, a radio novel, a 
tv show of a movie, each social class will interpret 
according to their socio-economic context. Lets take for 
example the text from Lucicleide De Souza Barcelar, he 
makes a reference to Marcondes, when he says that 
communication media is used in a way that serve to absorb 
the aspirations and desires of huge amount of people, and 
so mystified return as pure abstract sign and empty, 
instead of providing real sense of satisfaction [it] recreates 
new desires (Marcondes, 1985). 
 
The entertainment lies on people that were able to identify 
with that needed bum that is Warhol, but optimistic at the 
same time. Currently it is the same, since we are still 
governed by a capitalist society based on the dominant 
class. The current media is at the service of the system that 
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provides increasingly more behavioural parameters. 
Today’s trip to the museum has a different purpose and 
has different characteristics, which in turn helps reality but 
also the intention of socializing, eating, and for some, 
especially those working in the industry, with the idea of 
investing in an “invention of the future”. Museums have 
became an institution where people like to go, more to talk 
with their rich friends about the museum where they have 
been and maybe the piece of art they have bought, rather 
than to appreciate art. Is this precisely which makes art 
part of the culture of masses, since the current dominant 
social class, the upper middle class, hold it as a necessity. 
 
And is that society, so diverse, it is highly influenced by 
the pattern of mass culture, since the same mass is the 
matrix in which a new work sees the birth of a new 
attitude towards it (Benjamin, 1989:37). This means that 
the culture itself of society is directly linked with the fun, 
using it as a method for distraction and entertainment. 
When watching Warhol´s paintings, people laugh at them 
realizing how much had in common with the art that was 
shown. Hence the birth of a whole new attitude to art, a 
vital reciprocity in which both the public and the painter 
looked beneficiaries, collaborating with the sufficiency of 
the art industry and mass culture. 
 
In this way, the media, and especially the art in this case, 
“absorb the aspirations and desires of huge number of 
people and returns by abstract signs mystified as pure and 
empty [because instead] to provide a real sense of 
satisfaction, recreates new desires” (Marcondes, 1985: 
145). 
 
Warhol made a critic in the globalized society of that 
moment, using pre-determined images that he knows 
people will be related with, fulfilling them with the kind of 
art they wanted to see. The images that Warhol used 
became a universal language that could manipulate the 
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society. In this way, the society gets in contact with the 
ready-made image, a limited reality, which is determined 
by the consumerism. (De Souza, 2009). Warhol knew how 
to use all this towards him to attract the audience, because 
if he couldn’t create the images he thought were perfect, 
he would never create the emotions that he wanted to 
make in the viewer. 
 
From this reasons maybe he renounces the aura of the 
paintings, because depending the here and now, the 
reproduction of a piece of art might be possible to leave 
the piece intact. The authenticity of a piece is the number 
of all that since the origin can be transmitted in it, from the 
material duration until it historical witness. Since the 
second one is funded in the first one, which it escapes 
from the reproducibility of men, that is why is not very 
reliable the historical witness of the thing. Of course is just 
that thing, that is why also is not very reliable its own 
authority. Walter Benjamin’s theory believes that if a 
piece of art is reproduced technically, it loses it aura. 
Reproducing a piece of art a lot of times, makes the 
presence of that piece massive, instead of having a unique 
presence and unrepeatable. The authenticity of a piece of 
art depends also in the tradition; a very clear example of 
this is the ancient sculpture of Venus, from the Greek 
times. The sculpture was in a traditional context 
surrounded by the Greeks that give the Venus the worship 
that it deserves, but on the other hand, during the 
Medieval, it was seen as an evil sculpture, losing it aura 
that was the sign of that Venus from Greece. It is very 
important the context in which we situate the piece of art. 
Times changed and the crisis arrived to art, so many artists 
such as Warhol found the mechanical reproduction as a 
way to obtain money easily and faster. He reproduced 
pieces of art technically, reaching people’s necessities. 
 
Warhol fostered people’s likes and way of life, but 
principally, “the overcrowding of art, since it worked as a 
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`net´ for consumerism, waking up people’s necessities” 
(De Souza, 2009) that seeks dispersion, entertainment and 
the desires and expectations are met. If you see today’s 
society, we find that is very different that it was back then. 
The dispersion and entertainment idea remains the same, 
but is combined with other factors. What is amazing is the 
fact that in the XXI century the masses, which now have 
customs, habits, fashions, trends, tastes and beliefs, can be 
seduced by art that has the same mischief of a Warhol’s 
full time Pop Art movement. 
 
Conclusion  
In conclusion to this paper it can be argued that Art is a 
notion, which is very difficult, if not impossible, to define. 
As this writing has depicted, many theorists have tried but 
it would seem that none have succeeded. Every theory 
only describes art in the historical context, in which it was 
created, or from the point of view of a certain field of 
study such as philosophy or sociology. As Pop Art showed 
the Artworld, a work of art does not necessarily need to 
convey any ideals or subjective opinions of the artist. It 
can actually be all the more powerful to the viewer if s/he 
has to infer the meaning for him or herself. Arguably, 
people from different social standings will infer different 
meanings to the same pieces of art, which again makes art 
and the meaning of it indefinable. On one hand, some try 
to read the feelings of the artist into the piece they observe. 
This is why the works of Warhol and Lichtenstein has 
been interpreted as sharing hidden insecurities, about 
personal issues, which they did not dare to express 
otherwise. On the other hand, some people see a piece of 
art as a self-reflection, often creating emotions according 
to their state of mind. These people may not see the same 
thing in a piece of art if they see the same piece for a 
second and third time. So when Warhol, and his fellow 
artists of the Pop Art era, tried to remove the artistic touch 
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from their creations, they not only influenced the way art 
was, and still is, produced but also the way it is perceived.  
So what is Pop Art? Well we dare not attempt a definition, 
but we will argue that it is synonym with provocation and 
influence, as it has been the movement within the arts that 
has been at the root of the most heated debates. Somehow 
it managed to come out on top, which is why it is still 
interesting and influential to the way art, in all forms, 
reflects its contemporary society. 
 
Methodology 
This project is primarily theoretically based. The reason 
why we decided to take a theoretical approach, and not an 
empirical one, has to do with the limitations of a project of 
this nature (in terms of time and resources).  
Seeing as we were not able to gather first-hand empirical 
data to analyse our case study (Pop Art), we relied on our 
understanding of the theories/literature used. However, it 
goes without saying that our research process did not only 
consist of our understanding of said theories and literature. 
The conclusions and outcomes were also carefully 
considered in a critical way, in order to properly apply 
them in a way that would be of use to us when answering 
our problem formulation and research questions.  
 
According to the post-positivism point of view (regarding 
qualitative research), we are aware that, the accounts 
presented on the subject in question (Art) are only partially 
objective, because as post-positivism holds it, all methods 
used for examining a subject are flawed. The same point is 
reinforced by another school of thought, namely, post-
structuralism, according to which ´language is an unstable 
system of referents, thus it is impossible ever to capture 
completely the meaning of an action, text, or intention´, 
Handbook of Qualitative Research). This means that there 
is always a possibility, that the materials used can be 
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understood or interpreted in a different way than originally 
intended. 
 
Another aspect that needs to be taken into consideration, 
from a methodological point of view, is the dynamic 
nature of notions such as art. 
 
A concept such as art has meant slightly different things to 
different people in different times, as it is a highly 
debatable concept. The materials used in this paper were 
written in a different context which, as in the case with art, 
may challenge the relevance, and the understanding 
hereof, to nowadays researchers (if we may call ourselves 
that).  
 
Group Dynamics and Supervision 
We started on this project as a group of five, but for 
personal reasons one of us opted out. In the initial phase of 
the project, the group, fuelled by enthusiasm and curiosity, 
ended up trying to cover the field of Art too broadly. 
Through supervision, we were made aware of that fact, 
and were encouraged to narrow our area of research. The 
limited number of people involved in this project and the 
time constraints in covering such an immense field of 
study, would present a problem for a project of this size. 
As our paper evolved, so did our group work. We realized 
early on that we were coming from a fairly common idea 
of what our paper should cover and how it should be 
structured. Of course compromises had to be made in 
order to have a paper that reflected all of our individual 
ideas, but these were made through healthy discussions, 
ensuring that every member of the group were satisfied. 
After discussions held during the group meetings and 
drawing on our experiences from last semester’s project 
work, we agreed on setting and respecting deadlines, from 
an early stage. The deadlines applied to both reading and 
writing and proved to be very helpful in the completion of 
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this paper. Being a small project-group was helpful in this 
regard, as it made it easier for us to reach common ground.  
We feel that the supervision process was very effective, 
and it led to us being more productive and focused on the 
task. It was very helpful that our supervisor was able to 
meet us whenever we felt the need to have a second 
opinion. This also facilitated the process of agreeing on 
important matters. 
 
An interesting aspect of project group work is the 
reoccurring similarities. In each of our previous projects, 
the case has been that, the more knowledge we gained, the 
clearer and more focused we got in the end. Each time it 
brought the realization that if time had permitted, the paper 
could have been further enriched and polished. This will of 
course be discussed more in-depth in the next section, 
which deals with what we feel we could have done 
differently in the process. 
 
What We Could Have Done Differently  
Having reached the end of the process and considering it 
with a critical eye, we realize that we could have gone 
about differently some of the project aspects. Thus, we 
realized that the editing process took a lot more time than 
we had expected it to, therefore had we started earlier with 
the writing process, the polishing part would have got 
more and the needed attention. We feel we should have 
worked better in managing the time allocated to the 
different  stages of the project, by meeting more often in 
the planning process.  
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